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Abstract 
In 1837, Louis-Philippe of Orléans, ‘King of the French’, opened the Musée de 
l’Histoire de France in Versailles, a museum that celebrated the history of France. 
Louis-Philippe had come to power after the July Revolution of 1830, which had 
overthrown the reign of the Bourbon kings. A part of the Musée was dedicated to the 
Crusades, the Christian military expeditions in the Middle East during the Middle Ages: 
the Salles des Croisades. This thesis discusses how the history of the Crusades was 
constructed in the Salles, and how this construction is explained by the political and 
cultural context of the July Monarchy (1830-1848).     
 In the Musée, the history of France was displayed in hundreds of history 
paintings. The July Monarchy was a constitutional monarchy, and presented itself as a 
‘golden mean’ between popular power and royal absolutism. By displaying the history 
of France as a united whole in the Musée, the regime hoped to heal the wounds of fifty 
years of political division.         
 In the Salles, Louis-Philippe equated French identity with Christianity, by 
depicting the roots of the French nation in the Crusades. The king had three political 
reasons for promoting the Christian identity of France: reconciliation, ideological 
justification and legitimation. Firstly, the construction of the history of the Crusades in 
the Salles was similar to a conservative vision of medieval history, in which the 
Christian religion was the guiding principle. By affirming the validity of this vision in 
the Salles, Louis-Philippe sought reconciliation with those who wanted a return to the 
ancien régime. Moreover, Christianity was depicted as a nationally unifying force, 
which corresponded with the king’s wish to reconcile political divisions. Secondly, an 
appeal to France’s obligations as a Christian nation, through making a historical parallel 
with the deeds of Saint Louis, ideologically justified the conquest of Algeria. Lastly, a 
focus on Christianity gave the July Monarchy a firm foundation in history, thereby 
making it less radical and less revolutionary.      
 The potency of Crusading imagery is explained by several cultural trends. This 
thesis discusses a number of important cultural contexts, such as the rise of 
Romanticism, the politicized nature of history, the changing practice of history 
painting, attitudes towards the Middle Ages, the place of the Crusades in 
historiography, the French reactions to the Greek War of Independence, and the 
mythical image of Saint Louis. 
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Introduction  
In the 1830s, the palace of Versailles was turned into the Musée de l’Histoire de France by 
Louis-Philippe of Orléans, ‘King of the French’. Louis-Philippe had come to power in 1830, 
after the July Revolution had overthrown the Bourbon King Charles X. The centrepiece of the 
museum, which was inaugurated in 1837, was the Galerie des Batailles or Gallery of Battles. 
It consisted of paintings that depicted every major French military victory from 496 to 1809. 
Several smaller rooms (Salles) were created which were dedicated to specific themes of 
French history.          
 Five rooms were dedicated to depictions of the Crusades, the medieval expeditions of 
the Christians in the Middle East: the Salles des Croisades. The reasons behind the creation of 
these rooms have never been subjected to thorough research. Why were the Crusades so 
important for the history of France that five rooms were dedicated to them? How exactly is 
the history of the Crusades constructed there? Unfortunately, there is almost no relevant 
archival material that can answer these questions. An alternative approach is to explore the 
political and cultural contexts in which the rooms were made. This leads to the following 
research question: 
How did the July Monarchy construct its history in the Salles des Croisades, and how 
can this construction be explained by its political and cultural context? 
Theoretical framework  
Historians agree that the Musée as a whole was an instrument of national reconciliation and 
political legitimation.
1
 By presenting the history of the French nation as a united whole, 
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Louis-Philippe attempted to heal the wounds of fifty years of division, and create a new, 
unified French identity. Moreover, the Musée gave the July Monarchy (1830-1848) historical 
legitimacy: it presented itself as the natural outcome of all French history, because the liberal 
principles of the French Revolution and the monarchical system of the ancien régime were 
now combined in a constitutional monarchy.      
 The use of history to build national identities was common in early nineteenth century 
Europe. Stefan Berger has written about the important role of the French Revolution in 
sparking the search for national roots. The Revolution was such a fundamental break in 
history, that a sense of crisis pervaded the European intellectual climate. In response to this 
crisis, many found reassurance in the authenticity and supposed eternal quality of national 
identities.
2
 Historians and writers looked for these national characteristics in history. Thus, the 
Revolution caused a historical consciousness to emerge, of which the quest for national 
identities formed a crucial part.
3
 As Stanley Mellon has shown, in Restoration France (1815-
1830), this search for national identity through history was highly politicized. Liberals 
claimed that the French Revolution stood in a long tradition of the French people fighting for 
freedom from oppression. Those who opposed the Revolution tried to demonstrate that it was 
a rupture in France’s 1000-year alliance between monarchy, Church and aristocracy – an 
aberration which needed to be corrected. To support their viewpoints, politicians of all 
persuasions used examples from history. History, Mellon argues, was the language of 
politics.
4
            
 The political use of history continued after the July Revolution of 1830. Hugh 
Collingham has argued that the July Monarchy’s raison d’être was that it had overthrown 
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autocracy in favour of parliamentary government and constitutional monarchy.
5
 The choice to 
include the Crusades in the Musée was therefore surprising. The Crusades evoked images of 
the ancien régime alliance between the Church and the monarchy, which did not correspond 
with the July Monarchy’s liberal foundations.  This raises questions. To what extent was the 
construction of the history of the Crusades in the Salles conservative in nature? How can this 
construction be explained by the political concerns of the Orléanist regime?  
 Only one study has done extensive research into the Salles. In Les Salles des 
Croisades, Claire Constans and Philippe Lamarque argue that the Salles celebrate the 
Crusades as a national French undertaking. Moreover, they describe the rooms as a tribute to 
the aristocracy, whose support Louis-Philippe wanted to gain.
6
 Constans and Lamarque’s 
work is more an art catalogue than a work of history, and devotes little attention to context. 
Other authors only mention the rooms briefly. Christopher Tyerman and Kim Munholland 
argue that for Louis-Philippe, the shared memory of the Crusades could help unite the divided 
society of the July Monarchy. Furthermore, they suggest that the Salles served as ideological 
and historical parallel for Louis-Philippe’s conquest of Algeria.7 Elizabeth Siberry writes that 
the Salles were meant to emphasize the continuity of French history and its natural 
culmination in the July Monarchy.
8
 The consensus is that the purposes of the Salles were the 
same as that of the whole Musée: reconciliation, by presenting a common, national history; 
and legitimation, by presenting the July Monarchy as the legitimate heir to this national 
history.           
 With the exception of Constans and Lamarque, no study has subjected the Salles to 
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thorough research. What is lacking in historiography is a comprehensive study that connects 
the pictorial presentation of the Crusades in the Salles with the political and cultural contexts 
in which the rooms were made. This thesis fills this lacuna, and tests the theories proposed by 
the authors mentioned above. How was the creation of the Salles motivated by political 
objectives? To what extent, and in what way, were the Salles an example of national 
reconciliation? Additionally, cultural factors are discussed, by investigating how the 
construction of history in the Salles was influenced by contemporary attitudes towards 
religion, medieval history and the Crusades, and the changing practice of history painting.  
Methodology and primary sources 
To be able to put the Salles in the right contexts, first it is necessary to discern what the 
paintings convey. Seven paintings are discussed in detail, five of which were commissioned 
for the earliest of the five rooms (the grande salle), which functioned as a single whole.
9
 The 
paintings are analysed by looking at composition and painting style, reception and narrative. 
History painting was a high art form in the nineteenth century, which makes it essential to 
look at the visual strategies employed in the Salles. To determine how they fitted into 
contemporary standards of history painting, the paintings’ reception in art-criticism is 
included. These reviews were written in newspapers and art magazines, in reaction to the 
Salon, the yearly art exhibition in the Louvre, where the paintings were first displayed. 
 To clarify what historical narrative is being told, the paintings are compared with 
contemporary descriptions of the event portrayed. The first of these is a guidebook to the 
museum, written by Charles Gavard (1794-1871) between 1839 and 1848. The guidebook 
was printed by the royal press, and was thus officially sanctioned by the king. Moreover, the 
guidebook was often consulted for the explanatory text that accompanied the paintings when 
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they were presented in the Salon.
10
 The guidebook therefore gives evidence of the ‘official’ 
interpretation of the painting, and makes the narrative explicit. Additionally, the paintings are 
compared with two works of history: Joseph-François Michaud’s Histoire des Croisades 
(1822) and René-Aubert de Vertot’s Histoire des Chevaliers hospitaliers de Saint Jean de 
Jerusalem (1726). Michaud (1767-1839) was an ardent royalist, but his work has been praised 
for its relative neutrality.
11
 His Histoire was the single most influential nineteenth-century 
French work on the Crusades.
12
 Vertot (1655-1735) wrote a history of the Order of the 
Knights of Malta, which enjoyed great popularity in France and England.
13
 In 1837 an 
abridged version was published, which went through almost twenty editions between 1837 
and 1885.
14
 These two books were highly influential in shaping the image of the Crusades and 
the Knights of Malta during the July Monarchy. Moreover, we know that some artists directly 
used these sources as inspiration.
15
 Comparing the paintings with Gavard, Michaud and 
Vertot is a useful tool, because it helps to see the paintings through the eyes of the 
contemporary viewer, whose knowledge of the event portrayed derived from these works. 
 The thesis consists of four chapters. The first chapter introduces some essential 
characteristics of the July Monarchy: its political makeup, Romanticism, medievalism and the 
changing practice of history painting. All these aspects were interrelated, and they provide a 
crucial background for understanding the construction of history in the Salles. The second 
chapter discusses how the overarching theme of the rooms, the struggle between Christianity 
and Islam, fitted into contemporary attitudes towards the Crusades. Moreover, it will analyse 
the intimate connections between Christianity, Crusading history and French national identity. 
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Chapter three concerns Louis-Philippe’s identification with the Crusader kings of France, and 
the contexts that made this identification an effective political tool. The final chapter 
discusses how and why the Salles were a tribute to the aristocracy. 
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1. The connections between politics,  history and history painting  
If there is one word that characterizes the July Monarchy, it is history. History pervaded every 
aspect of society, from politics to the arts. The embodiment of this fascination with history 
was the Musée. In the museum, the arts were put to the service of history, and history was put 
to the service of Louis-Philippe’s political ambitions. This chapter discusses the 
interconnections between history, politics, and the arts, during the Restoration and the July 
Monarchy. 
1. The rise of Romanticism 
Until 1789, Classical culture was dominant in Europe. It provided the foundations of 
intellectual thinking during the Renaissance and the Enlightenment, and the inspiration for 
architecture, painting and sculpture. After the chaos of the French Revolution and the 
Napoleonic wars, Classical culture lost its dominant position. In France, with the return of the 
Bourbon dynasty in 1815, a widespread reaction to Classical culture set in which pervaded 
literature, art and history-writing: Romanticism. In many ways, Romanticism was a child of 
the Restoration (1815-1830). The Restoration government denied the principles of the 
Revolution and the Empire, and wished a return to the ancien régime. The Revolution, 
however, had provided such a radical break with the past that there could be no return to the 
Classicist ideology that had characterized the pre-Revolutionary era. With its denial of the 
Revolutionary past, the Restoration fostered the spread of Romanticism.
1
 Romanticism 
became associated with Revolutionary principles: democracy, freedom, equality and 
individualism. It was contrasted with the Classical social and ideological values of the ancien 
régime, based on hierarchy, stability, discipline and unity.
2
 Besides this, Romanticism was 
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concerned with emotion, passion, the irrational, and religion, whereas Classicism was 
concerned with reason and rationality.
3
  
1.1.1 Romanticism and history 
The historical consciousness that emerged after the French Revolution was related to 
Romanticism. Romanticism was interested in authenticity and individualism, which could be 
found through looking at history. Romantics longed for the past, seeking continuities and 
similarities between past and present.
4
 In their opposition to Classicism, Romantic artists and 
writers no longer focused on Antiquity, but on the Middle Ages, the Renaissance and the 
present.
5
 As the antithesis of Antiquity, the interest in the medieval period was particularly 
great. In many respects, the Middle Ages had continued until 1789. Many laws and 
organisations originated in the medieval period, and city and village life had stayed relatively 
the same for centuries. The Revolution and its aftermath in the Revolutionary and Napoleonic 
wars uprooted these systems. Only after this break did it become possible to put the Middle 
Ages on a pedestal, because it had become a closed-off period that had been virtuous but was 
now lost.
6
 Romantics now viewed the medieval period as a picturesque time of chivalry, 
castles, and Christian spirituality. Highly influential in spreading this Romantic idea of the 
Middle Ages was Sir Walter Scott. His historical novels brought the medieval past to life as 
no other writer had done before. He had an immense readership all over Europe, including 
France.
7
           
 Petra ten-Doesschate Chu has argued that the post-Revolutionary and Romantic 
interest in history was not an elite phenomenon, but also existed among the lower classes, 
women and children. The widespread availability and popularity of works of history, 
                                                          
3
 Boime, Art in an Age of Counterrevolution, p. 26. 
4
 Berger, The Past as History, p. 96. 
5
 Hannoosh, ‘Romanticism’, p. 456. 
6
 Raedts, Ontdekking, p. 98. 
7
 M. Glencross, ‘The Cradle and the Crucible: Envisioning the Middle Ages in French Romanticism’ in L.J. 
Workman and K. Verduin eds., Medievalism in Europe II (Cambridge, 1996), pp. 103-104. 
9 
 
historical novels, and historically inspired plays, stimulated by increased literacy rates, are all 
indicators of the ubiquity of history in the whole of society during this period.
8
 A crucial 
observation regarding the popularity of history is that it was highly politicized. Indeed, as we 
have seen, during the Restoration, history was the language of politics, and this continued 
during the July Monarchy. All political issues revolved around one question, which was to 
what extent the liberal, revolutionary principles of liberty, equality and democracy were to be 
incorporated in the French political system.
9
        
 In literature, history was expressed in the form of the historical novel.  These novels 
brought the past to life, for the illumination of the present. Inspired by Walter Scott, great 
French writers such as Victor Hugo, François-René de Chateaubriand, Honoré de Balzac and 
Alexandre Dumas all wrote in this genre. Their historical novels reflected a Romantic interest 
in democratic ideals of equality and freedom, which contrasted with the privileges of birth.
10
 
In the arts, Eugène Delacroix challenged the conventions of history painting by depicting 
episodes from contemporary history, with a focus on the people’s struggle for freedom. The 
prime example of this was his Le 28 juillet: la Liberté guidant le peuple (Fig.1, 1831), which 
depicted the July Revolution of 1830 as the final triumph of the people over autocracy.  
 History writing was also intimately connected to politics. The purpose of history 
writing was to legitimise political viewpoints, and the professions of historian and politician 
were often combined in the same person. The liberals spoke in favour of the Revolution, and 
comprised the whole of left wing politics, from the Doctrinaires – who wished to combine 
monarchy with liberal principles – to the radical Jacobin left.11 Liberals wanted to show that 
the concept of liberty had not been invented in 1789, but had existed throughout the history of 
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the French nation.
12
 In his Histoire de la conquête de l’Angleterre par les Normands (1825), 
historian Augustin Thierry wrote how medieval English history had not been harmonious and 
peaceful, but had been filled with class struggle. He drew a parallel between the cases of 
England and France: the social conflicts in medieval England were similar to the 
problematical relationship in early medieval France between the Gauls – the Third Estate, or 
common people – and the Franks – the nobility.13 The liberal attitude towards history was 
summarized by the historian François Guizot, who became prime-minister during the July 
Monarchy: ‘For more than thirteen centuries France has contained two peoples, conquerors 
and conquered. For more than thirteen centuries the conquered people battled to throw off the 
yoke of the conquerors. Our history is the history of this struggle. In our time, a decisive 
battle has been waged. It is called the Revolution.’14     
 On the other side of the political spectrum, the attitude towards the past was different. 
The Ultra-royalists or Ultras, supporters of the Bourbon royal dynasty, wanted a complete 
return to the ancien régime. They were opposed to liberalism in every form.
15
 For the Ultras, 
the excesses of the Revolution had shown how a society based on the will of the people could 
only lead to bloodshed and anarchy. What was needed was a return to a society based on a 
transcendent, spiritual principle, as had existed during the Middle Ages. This in many ways 
Romantic, ultra-royalist vision of the medieval period is crucial to understand the construction 
of history in the Salles. 
1.1.2 The conservative view of history: the Middle Ages as a blueprint for society 
Paradoxically, despite the association of Romanticism with freedom and democracy, early 
Romantics were supporters of the monarchy. For those who mourned the ancien régime, the 
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Middle Ages became a source of nostalgia. They used examples from medieval history to 
substantiate their claim that the pre-Revolutionary social order, in which power was shared by 
the king, the Church and the aristocracy, was best for society. The most important aspect of 
this conservative vision of the medieval period was religion. In his highly influential Génie du 
christianisme (1802), Chateaubriand, the famous Romantic writer and aristocrat, wrote that 
Christianity was the basis of all civilization and the cornerstone of French identity.
16
 In the 
book, Chateaubriand described the Middle Ages in highly Romantic terms, as the period 
when Christian virtue had been embodied in the moral values of chivalry and the self-sacrifice 
of the Crusades.
17
 The book was published just after Napoleon had agreed the Concordat with 
the papacy in Rome which restored relations between France and the Catholic Church. 
Together, the publication of the Génie and the Concordat brought a revival of religion in 
France.
18
           
 This revival of the Christian faith became part of the right-wing narrative. For the 
Ultras, Christianity was the overarching spiritual principle that kept society functioning, and 
provided order and stability. Chateaubriand and the conservative thinkers Joseph de Maistre 
and Louis de Bonald provided the intellectual support for this theory. They argued against the 
theories of the Enlightenment philosophers who had promoted individualism, equality and 
rationality. Men did not have the power to make institutions and laws: only God could, and 
institutions that were not based on religious principles but on the will of the people, were 
doomed to fail.
19
 For the counter-revolutionaries, a return of religion as the guiding principle 
in society was a guarantee that the horrors of the Revolution would not happen again.
20
 The 
medieval period provided inspiration for many Ultra works of prose and poetry that were 
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aimed against rationality and liberalism, and in favour of religion, feudalism and monarchy.
21
 
Joseph de Maistre argued in Du pape (1819) that the Middle Ages had been a period of 
freedom, because Christianity, embodied in the institutions of the papacy and the Church, had 
protected mankind from its natural violent state.
22
       
 The loyalty of the Ultras to the Bourbons and their divine right to the throne was so 
strong that it has been described as not simply a political affiliation but a way of thinking, 
almost a theology.
23
 Because of this strength, the Ultra cause and its utopian vision of the 
Middle Ages survived the July Revolution and were taken over by the Legitimists, a 
somewhat less radical royalist faction, who continued supporting the ‘legitimate’ branch of 
the royal family, the Bourbons.
24
 As we shall see, the Salles were in many ways an expression 
of this Romantic-conservative vision of the Middle Ages.     
 The ultimate example of the interrelations between history, politics and art during this 
period was King Louis-Philippe’s Musée de l’Histoire de France. To fully understand how 
these interrelations worked, an introduction to the political situation of the July Monarchy is 
useful.  
2. The July Monarchy and the juste milieu 
1.2.1 The July Revolution 
In 1830, The July Revolution ended the Restoration, and Louis-Philippe of Orléans came to 
the throne. The July Revolution was the result of the unpopularity of King Charles X, 
combined with the political astuteness of the centrist parties.
25
     
 On 27 July, a popular revolt erupted in response to the publication of a number of 
ordinances by Charles X, which suspended freedom of the press and dissolved the Chamber 
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of Deputies. In the night of 27-28 July, royal troops clashed with 8,000 armed insurgents.
26
 In 
an attempt to save the monarchy but not betray the insurrection, the centrist opposition, 
composed of the doctrinaires and the moderate royalists, proposed the candidature of the most 
senior member of the junior branch of the royal family: Louis-Philippe, the duke of Orléans.
27
 
The National presented Louis-Philippe as a prince of the people, patriotic, courageous and 
liberal. The opposition rallied behind this proposition, and the duke accepted the offer.
28
 
 On 9 August, Louis-Philippe was sworn in. To show the new regime’s loyalty to the 
people, the fleur-de-lis was replaced by the tricolour flag, and the king’s official title became 
‘King of the French’ instead of ‘King of France’.29 A new Charter was drawn up, in which the 
king shared the initiative to make laws with an elected Chamber of Deputies and a Chamber 
of Peers. From left to right, the political landscape of the July Monarchy was made up of the 
radical republicans, left-wing liberals, the Orléanists (supporters of the king), the 
Bonapartists, and the Legitimists. Crucially, the new government presented itself as the 
‘golden mean’ between republicanism and absolutism: the juste milieu. In a speech in 1831, 
the king expressed this view: ‘Nous cherchons à nous tenir dans un juste milieu également 
éloigné des excès du pouvoir populaire et des abus du pouvoir royal’.30 The electoral support 
of Orléanism derived from the support of the middle classes, who partly supported 
revolutionary principles but also had a desire for order, which fitted well with the politics of 
the juste milieu.
31
           
 Soon after 1830, the July Monarchy started to play down its revolutionary origins. The 
Marseillaise was no longer sung, and the king no longer spoke proudly of the July Revolution. 
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This was partly the result of fear for popular unrest, and partly because it was conscious of the 
fact that as a monarchy, it was of ‘illegitimate birth’.32 Indeed, Orléanism was very much 
concerned with preserving order and staying in power. Because of this conservatism, 
historians agree that Orléanism was situated on the centre-right, instead of the centre.
33
 On the 
other hand, the regime presented itself as the liberal alternative to the Bourbon monarchy: it 
claimed it derived its legitimacy from parliamentary sovereignty, and curbed the power of the 
clergy.
34
 Therefore, Louis-Philippe found himself on a political tightrope between 
republicanism and legitimism. What the regime needed was a legitimacy based on tradition 
and history, similar to the ancien régime, but without betraying the July Monarchy’s liberal 
credentials. Indeed, history became an obsession for the regime. An example of this is the 
creation in 1834 of the Commission des Monuments Historiques, responsible for restoring 
medieval buildings. The Commission was a part of the revival of Gothic architecture, inspired 
by Romanticism.
35
 The most prominent example, however, of the regime’s historical mind-set 
was the Musée. There, an inclusive national history was constructed, motivated by the desire 
to establish a historical foundation for the July Monarchy.  
1.2.2 The ‘Musée de l’Histoire de France’ 
The Musée was inaugurated on 10 June 1837. To the king’s satisfaction, visitors came to the 
museum in great numbers. On Sundays and holidays, the number of visitors would often 
reach into the thousands.
36
 The popularity of history in every layer of society, discussed 
above, points to the fact that these visitors were probably a diverse group.
37
 History and art 
were not the hobby of the rich: they were appreciated by every social class and in particular 
by the rising bourgeoisie: skilled artisans, shopkeepers and traders, with their housewives and 
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children.
38
           
 The museum was filled with history paintings. The practice of history painting had 
gone through a transformation during the Restoration, influenced by the new interest in the 
past and the rise of Romanticism. After 1815, the dominance of the grande manière, a 
Classical style that was based on the use of allegory, portrayed figures and events on a large 
scale, and had a moralizing, exemplary function, was challenged.
39
 The Romantic craze for 
the past found its way into the artistic world. New forms of history painting appeared, such as 
the troubadour style. The troubadour artists provided as much detail as possible in depicting 
clothing, architecture, setting and landscape, in an attempt to bring the past to life. Very often 
they evoked nostalgic longing for the order and beauty of the pre-Revolutionary world.
40
 As 
such, politically speaking, the troubadour style was an affirmation of royalist principles that 
resonated well with the restored Bourbons.
41
 A second new form of history painting was 
dramatized painting, which depicted scenes from the lives of political figures in history. The 
scenes depicted were isolated scenes with recognizable figures, and would have an immediate 
contemporary political resonance for their viewers.      
 The most radical new approach to historical painting was the Romantic style, 
exemplified by Delacroix. Romantic painters wanted to paint the larger social forces of 
history, the history of the people.
42
 Stylistically, Romantic painters rebelled against the 
symmetry, rules of composition and rigidity of forms of Classicism, which was still the 
leading style taught at the École, the painting school of the Académie des Beaux-Arts in 
Paris.
43
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In the Musée, all these new styles were present. However, the regime had a preference for 
artists that reconciled the stylistic extremes of Romanticism and Classicism in a new form, the 
juste milieu. The July Monarchy saw the political opposition between royal absolutism and 
liberalism as parallel to the cultural polarity between Classicism and Romanticism: just like in 
the political sphere, they promoted reconciliation and consensus in the artistic sphere.
44
 The 
juste milieu encompassed many of the aspects discussed above.     
 In the paintings in the Salles that are discussed further on, elements of the Classical 
style, the troubadour style and dramatic history painting are all found. As we shall see, the 
reception of these paintings in the Salon was often negative. The paintings were deemed un-
audacious, bland and static.
45
 According to Michael Marrinan, this is explained by the tension 
between the individuality of works of art and their place in support of a historical narrative. 
He argues that Musée was an historical instead of an artistic space, and therefore did not suit 
works of ‘high’ art.46 In a thematic setting such as the Salles, the primary function of 
paintings was to illustrate a historical narrative. The painters, whose training had been 
Classical, must have been aware of this. Moreover, they were aware of the regime’s 
preference for the juste milieu.         
 The painting style prevalent in the Salles was well suited for its purpose of historical 
illustration: however, as individual works of art they were neither fish nor fowl, which 
resulted in negative criticism. They were painted by painters who were trained in the Classical 
style, but who could not paint in the grande manière; they incorporated new elements such as 
the troubadour style, but lacked the stylistic audacity of Romanticism. 
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2. Christianity, national identity and Islam 
The most prominent theme in the Salles was the struggle between Christianity and Islam. In 
this chapter, first we will discuss how the interpretation of this theme in the Salles was similar 
to contemporary attitudes towards the Crusades. Secondly, we will explain how the Salles 
were an expression of the intimate connections between Christianity and French national 
identity. Louis-Philippe recognized these connections and put them to the service of his 
political ambitions. 
2.1. The spirit of Crusade during the Greek War of Independence 
On 25 March 1821, the Greek War of Independence began in which the Greeks rose up 
against their Ottoman rulers. The war ended in 1830 with the international recognition of an 
independent Greek state, after the intervention of France, Britain and Russia on behalf of the 
Greeks. The war occurred at a time when conservatism was the dominant political ideology in 
Europe. The liberal claims of the Greeks were therefore at first almost universally condemned 
by the European powers.
1
         
 In French public opinion there existed strong sentiments in support of the Greeks. 
Many Frenchmen were sympathetic towards the plight of the Greeks, and the conflict was 
termed as a clash between Christianity, equated with civilization, and Islam, equated with 
barbarity and cruelty. Moreover, Ancient Greece was considered the cradle of civilization, 
and the Greeks were seen as the direct descendants of their illustrious ancestors.
2
 Compassion 
for the Greeks was expressed in newspapers, paintings, poetry and literature.
3
 Probably the 
most famous expression of compassion was Eugène Delacroix’s painting Scènes des 
massacres de Scio (Fig. 2, 1824).The painting depicted the devastation of the island of Chios 
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by the Ottomans in 1822. The event inspired Delacroix to portray the Ottomans as barbarians 
full of bloodlust.           
 As discussed in the first chapter, politically the revival of Christian values in France 
during the Restoration belonged to the Ultras, who viewed the Bourbon kings as the 
descendants of the Crusaders. Many called for a French military intervention, a modern 
Crusade.
4
 At that time, France was universally recognized as the ‘official’ protector of 
Christianity in the Middle-East. The British consul in Jerusalem claimed that the French were 
the hereditary successors to the Crusaders, because the Crusades had been at heart a French 
undertaking.
5
 The Greeks were viewed as Christian martyrs who were dying for the defence 
of the faith. Calls for a French crusade in aid of the Greeks were also motivated by 
nationalism: a holy war could restore the prestige France had lost since 1815.
6
 The Journal 
des débats stressed the kinship of the Christian nations, and held that it was the duty of every 
Christian to intervene and rescue the Greeks. Poet Prosper Guerrier de Dumast made an 
explicit link with the Crusades when he urged King Louis XVIII to follow in the footsteps of 
his ancestors: 
 De nos croisés fameux quand la noble lignée     
 Se joindra t-elle enfin à la foule indignée?
7
 
The French reactions to the Greek war are proof of the existence of strong anti-Muslim 
sentiments in France in the early nineteenth century. By making connections between the 
Greek war and the medieval Crusades, the French made the insurrection an event of historical 
proportions: it was a part of the clash between Christianity and Islam. Moreover, the 
nationalistic motivations for French intervention in the war provide evidence that the ‘esprit 
de croisade’ was seen as intimately connected to French national identity.     
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When the first paintings were being commissioned for the Salles in 1838, the war had only 
ended a few years before. The Greek war therefore provides a very important context for the 
Salles, because the reactions to it show the potency and contemporary relevance of the idea of 
the eternal struggle between Christianity and Islam.  
2.2 The Crusades as a unifying national force 
The Crusades were a potent symbol of French national unity. There were two reasons for this. 
Firstly, historians agreed that the period of the Crusades had been the cradle of the French 
nation. For Michaud, the French achievements in the Crusades had created a common 
memory that in turn had established the French nation:  
Ce qu’il y a peut-être de plus positif dans les résulats de la première croisade, c’est la 
gloire de nos pères, cette gloire qui est aussi un bien réel pour une nation; car les 
grands souvenirs fondent l’existence des peuples comme celle des familles, et sont la 
plus noble source du patriotisme.
8
    
Moreover, the Crusades had provided the roots of France’s greatness in later years. During 
and after the First Crusade for example, many serfs were freed; the king took over much of 
the power of the nobility in their absence, thereby strengthening the monarchy; and the riches 
acquired during the Crusades flowed to the clergy, and the improvement of education and 
learning. According to Michaud, all this had provided the basis for France to become the 
‘centre de la civilisation en Europe’.9      
 Liberal historian Jules Michelet (1798-1874) also saw the Crusades as an essential 
event in the formation of the French nation. Before the Crusades it had been impossible to 
bind the regions of France together into one national framework. The only way of ‘forging 
France’ had been to unite them for a common spiritual ideal: the reconquering of the tomb of 
Christ in Jerusalem. It had been the first time that the whole of the French nation, from 
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farmers to aristocrats, had had a common cause. The people of France were now liberated 
from the bonds of serfdom that had tied them to the ground: ‘Ils cherchèrent Jerusalem et 
rencontrèrent la liberté’.10         
 The second reason for the potency of the Crusades as a national symbol was that it 
could draw attention away from the internal strife that had also characterized the medieval 
history of France. Madame de Staël for example, one of the earliest proponents of the liberal 
Romantic medievalism, wrote in her Considérations sur la révolution française (1818) how 
French medieval history had been primarily about the people’s struggle for freedom. The 
peasants’ revolt of 1358, the civil wars between the Burgundians and the Armagnacs during 
the Hundred Years War, and the prosecution of the Knights Templar by Philip II were all 
examples of this. To describe the medieval period as a time of stability and order under the 
monarchy and the Church, as the conservatives did, simply did not correspond with reality.
11
 
2.3 Under the banner of Christianity: Schnetz, Signol 
From the preceding two sections two things have become clear. Firstly, the idea of an eternal 
struggle between Christianity and Islam was very much alive in the public imagination under 
the July Monarchy. Secondly, the Crusades were deemed crucial for the development of 
France because they had brought unity to the nation under the banner of Christianity. These 
two observations were jointly expressed in the Salles. 
2.3.1 Jean-Victor Schnetz: ‘Procession des croisés autour de Jérusalem’ (1841) 
Many, if not all paintings in the Salles are devoted to the struggle between Christianity and 
Islam. The only exception is the Prise de Constantinople par les croisés (1841) by Delacroix, 
which depicts the sack of Constantinople, the Orthodox-Christian capital of the Byzantine 
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Empire, by the Crusaders in 1204.
12
  In this section, two of these paintings will be examined 
in further detail. Both paintings accentuate the role of the Christian faith in unifying the 
Crusaders, and implicitly, unifying France.       
 The first painting under consideration is the Procession des croisés autour de 
Jérusalem (Fig. 3, 1841) by Jean-Victor Schnetz, which was commissioned for the grande 
salle in 1838.
13
 The painting was displayed in the Salon of 1841. Art critics agreed that the 
details and finesse of the painting were admirable, but they also criticized Schnetz for the 
painting’s lack of compositional quality and harmony.14 Le Siècle wrote how Schnetz’s 
originality had been compromised by working on official commissions such as these, which 
did not let his creativity come to its full potential.
15
 Schnetz was a typical painter of the juste 
milieu, who wanted to bridge the gap between Classical and Romantic painting.
16
 Elements of 
the troubadour style can be found in the attention to historical detail in costumes. The episode 
was portrayed in a fairly ‘cold’ way, without much artistic audacity, indicating Schnetz’s 
education in the Classical school (contrast this painting, for example, with Delacroix’s Scènes 
des massacres de Scio, Fig. 2).           
 The Procession was the only large-scale painting in the grande salle that depicted a 
scene from the most important episode of the whole of the Crusades: the capture of Jerusalem 
in 1099. This particular scene portrays the procession that the Crusaders made around the city 
in July 1099, in an attempt to imitate the biblical procession of the Jews around the city of 
Jericho. The central figure is Godfrey of Bouillon, one of the leaders of the Crusaders; the 
slightly elevated dark figure is the priest Peter the Hermit.     
 In his guidebook, Gavard only described the procession in one sentence, as part of the 
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larger story of the taking of Jerusalem: ‘une procession faite autour de la ville, en évoquant 
devant les croisés le souvenir de chacun des saints lieux que foulaient leurs pas, rendit à leur 
foi tout son enthousiasme’.17 According to this passage, the procession succeeded in 
increasing the religious fervour of the Crusaders.       
 Michaud wrote how the misery of the Crusaders, who were weary, tired and thirsty 
after fighting in the extreme heat, had sown division among them. Many soldiers were 
fighting over very small things. To restore order, members of the clergy spread through the 
ranks to return ‘l’esprit de paix et de fraternité’ among the soldiers.18 A Christian hermit 
joined the priests and told the Crusaders to cease their quarrels:  
 Vous, qui êtes venus, leur dit-il, des régions de l’Occident, pour adorer Jésus-Christ 
 sur son tombeau, aimez-vous comme des frères, et sanctifiez-vous par le repentir et 
 et les bonnes oeuvres.
19
 
After the procession, all Crusaders embraced each other as brothers, brought together by their 
religious zeal.  Whilst the Crusaders made peace with each other, the Muslims in Jerusalem 
brought some crosses onto the walls, and openly mocked them in sight of the Christians. In 
reaction to this, Peter the Hermit made a speech, calling on the Crusaders to defend the 
honour of Christ. The Crusaders responded to this with cries of vengeance.
20
  
 In short, Michaud’s description of the procession emphasized the religious zeal of the 
Crusaders, which unified them and made them strong. Many parts of Michaud’s description 
have found expression in Schnetz’s Procession. We see the barefooted Crusaders, led by 
Godfrey of Bouillon, following the clergy in the procession. Most of the men have their eyes 
raised towards heaven, in pious contemplation. But this is not piety of the peaceful sort. We 
see Peter the Hermit spurring the soldiers on to storm Jerusalem, whilst carrying a banner 
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with the words ‘DIEX LE VOLT’ or ‘God wills it’.     
 The painting and Michaud tell the same story about the procession: both emphasize 
that the Crusaders overcame their internal differences through their religious zeal, exemplified 
by the procession itself; both describe how this unity was subsequently directed towards a 
violent aim: the conquest of Jerusalem.       
  The painting fitted well with the prominent place in the public imagination of the 
clash between Christianity and Islam and the historical role France had played in the 
Crusades. Besides this, it expressed how Christianity had unified the Crusaders under the 
banner of faith. It also corresponded with historical writing, which emphasized that this 
Christian unity had been essential for the creation of France. 
2.3.2 Emile Signol: ‘Prédication de la deuxième croisade, à Vézelay, en Bourgogne’ (1839) 
Another painting that stresses the importance of unification through the Christian faith is the 
Prédication de la deuxième croisade by Emile Signol (Fig. 4, 1839). The work was 
commissioned for the grande salle in 1838.
21
 The painting is similar in style to the work by 
Schnetz. The elaborate costumes are full of detail, and the painting is exquisite in its finesse. 
The figures are depicted fairly traditionally. Signol was trained as a Classical painter, and 
rebelled against the Romantic painting style.
22
 His use of Classical forms was not appreciated 
by everyone. In the Journal des beaux-arts et de la littérature for example, the art critic wrote 
how the Prédication lacked warmth, enthusiasm and movement.
23
    
 The painting depicts the preaching of the Second Crusade by Bernard of Clairvaux in 
the French town of Vézelay in 1146. The guidebook by Gavard described how the abbot 
Bernard, one of the most famous men in Europe at that time, addressed a meeting of all the 
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knights of France, convened by King Louis VII. He encouraged the king and his knights to go 
on Crusade once more, in response to the conquest of Edessa by the Saracens.
24
 The king is 
depicted behind Bernard. In the background we see the church of Vézelay with its distinctive 
towers.
25
          
 Michaud wrote how the king, moved by piety, requested the support of the French 
nation: 
 Il invoqua (...) l’appui de la nation généreuse dont il était le chef; de cette nation qui 
 ne pouvait supporter la honte ni pour elle, ni pour ses alliés, et portait sans cesse la 
 terreur parmi les ennemis de son culte et de sa gloire.
26
 
These words are very similar to the calls in French public opinion for an intervention in the 
Greek war in the 1820’s. Just like many Frenchmen during the Greek war, the king told his 
men that France was morally obliged to go on a Crusade: both the honour of Christianity and 
the honour of France were at stake.        
 The works by Schnetz and Signol are representative of a larger trend in the Salles. 
They depict moments at which internal disagreement was transcended in favour of a common 
spiritual goal: the defence of the faith. This message of Christian unity was connected to the 
unity of the French nation. This message of Christian and national brotherhood fitted perfectly 
within the overarching objective of the Musée. With the Salles, the king made an appeal for 
national unity based on Christian values. This message would have resonated well with many 
Frenchmen, but particularly with those who mourned the fall of the Bourbon kings, and who 
wished to restore religion to the central role it had once had: the Legitimists.  
 The question arises to what extent this Legitimist message was politically motivated. 
In the Chamber of Deputies, Legitimism was never a serious threat to Louis-Philippe.
27
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However, some Orléanists believed the Legitimists could be useful allies. One Orléanist 
claimed that he had more confidence, in defending the July Monarchy, in those who had 
defended the Bourbons than in those who had overthrown them. Louis-Philippe himself 
distrusted the Legitimists, but took every opportunity to win them over to his cause.
 28
 The 
willingness to cooperate with the Legitimists and to win them over to the Orléanist cause, 
despite the fact that they formed no political threat, shows that the July Monarchy was eager 
to divert attention from its revolutionary origins. Louis-Philippe distanced himself from the 
Revolutionary regime of the 1790s, which had scorned and denounced religion. Instead he 
confirmed the Christian identity of France, formed through its conflict with the exterior 
Muslim foe. It was a way of associating the July Monarchy with religion and tradition. 
Furthermore, it represented reconciliation with the history of the ancien régime, as the July 
Monarchy did not deny its existence (as the Bourbons had done with the history of the 
Revolution) but acknowledged it as an important part of French history. 
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3. Personal kingship: the Crusader kings of France 
René Rémond has argued that the central idea of Orléanism was to promote a modern, secular 
version of monarchy.
1
 As ‘King of the French’, Louis-Philippe based his rule on the support 
of the people, instead of claiming he had a divine right to the throne.
2
 In the Salles however, 
the king openly associated himself with the Crusader kings of France. In this chapter, we will 
discuss why and how in the Salles, these kings were used to promote specific political 
agendas. 
3.1. The symbol of royalism 
The first medieval monarch under consideration is Louis IX (1214-1270). Louis was a devout 
Catholic: he was an ascetic, and was widely known for his charity. The greatest display of his 
Christian piety was his participation in the Seventh and Eighth Crusades. He died whilst 
besieging the city of Tunis. After his death, Louis was canonized by Pope Boniface VIII and 
became Saint Louis.          
 During the next sixth centuries, Saint Louis was mythicized as the exemplary French 
monarch, the epitome of chivalry and Christian virtue. This image was used in royal 
propaganda. King Louis XIV for example, created a military order in honour of Saint Louis, 
for men who had distinguished themselves through their chivalric deeds: the Military Order of 
Saint Louis.
3
 During the Restoration, in an attempt to distance themselves from the 
Revolutionary-liberal and Bonapartist history, the Bourbon kings resuscitated the mythic past 
of the ancien régime.
4
 In this, they were inspired by the work of Chateaubriand, Walter Scott 
and De Maistre: rather than referring to Louis XIV, they turned to a Romantic version of the 
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past, embodied by Saint Louis.
5
 The Bourbon kings did everything to surround their reign 
with an aura of medieval sanctity. Probably the most extravagant expression of this was 
Charles’s coronation in Reims in 1825, in a ceremony that recreated the splendour of the 
ancien régime.
6
 Furthermore, King Charles revived the Military Order of Saint Louis, 
patronized the publication of Michaud’s Histoire des Croisades, and commissioned a number 
of paintings on Saint Louis.
7
 The resurgence of the image of Saint Louis fell on especially 
fertile ground in the 1820s when the Greek War of Independence re-awakened the idea of the 
struggle between Christianity and Islam in French public opinion.
 
   
 These attempts at restoring the myth of Saint Louis were meant to legitimize the rule 
of the Bourbon kings by putting them in the tradition of the great medieval kings of France. 
There was also a specific political objective for which the figure of Saint Louis could provide 
ideological justification: the conquest of Algeria. 
 3.2 The colonization of Algeria  
In an attempt to enhance the prestige of a failing government, Jules de Polignac, Charles X’s 
minister of Foreign Affairs, decided in January 1830 to undertake a military expedition to 
conquer Algiers, a semi-autonomous part of the Ottoman Empire.
8
   
 Since the eighteenth century, historians had portrayed North Africa as a region of 
Romano-Christian heritage, which had been illegitimately conquered by the Muslims. Many 
claimed Christians had a right to rule North Africa.
9
 The figure of Saint Louis fitted perfectly 
in this narrative, as he had tried to conquer Tunis during the Seventh Crusade. Charles X 
explicitly drew the parallel between the expedition in Algeria and the Crusades of Saint 
Louis. Louis de Bourmont, the Minister of War, was appointed Commander of the Order of 
                                                          
5
 Hudson, Ultra-royalism, pp. 3-10. 
6
 V.W. Beach, Charles X of France: His Life and Times (Boulder, 1971), pp. 197-205  
7
 Knobler, ‘Saint Louis’, p. 159. 
8
 Jardin and Tudesq, Restoration and reaction, pp. 158-159. 
9
 Knobler, ‘Saint Louis’, p. 160. 
28 
 
Saint Louis, and proclaimed that the in the name of Charles, ‘le fils de Saint-Louis’, he would 
avenge the wrongs done to Christians in Algiers.
10
 Although the expedition eventually 
succeeded in conquering Algiers, it occurred too late to restore the reputation of Charles’ rule. 
In July he was overthrown and replaced by Louis-Philippe.    
 The July Monarchy decided to hold on to the French settlements in Algeria.
11
 Over the 
next fifteen years, the occupation was extended by military means. Louis-Philippe had 
political as well as ideological reasons for conquering Algeria. Politically, a military 
undertaking was a good way of diverting attention from political discord and towards national 
unity.
12
 Moreover, Louis-Philippe considered it essential for the legitimation of his reign that 
his dynasty was associated with the French army. For this he needed a military outlet, which 
he found in Algeria. The king sent each of his five sons to fight there.
13
 Ideologically, the 
conquest was justified as being part of the defence of the Christian faith against the Muslims. 
The arguments were elegantly summarized by François Guizot in his memoires:  
C’est une question d’instinct politique et, si j’ose dire, d’intuition humaine dans 
l’ordre divin. La conservation de l’Algérie était, j’en suis convaincu, après 1830, une 
nécessité de cette sorte : il y avait là, pour la France, un cas de grandeur personnelle 
et un devoir envers l’avenir du monde chrétien.14 
For Guizot, the French expedition in Algeria was not only politically convenient, but morally 
necessary.           
 France’s exploits in Algeria were celebrated in the Musée. Three rooms were 
dedicated to the war in the colony, which were called the Salles d’Afrique. The Salles 
d’Afrique were built exactly above the Salles, which symbolically linked the conquest of 
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Algeria to the Crusades. In accordance with this symbolic link, Louis-Philippe continued the 
practice of Charles X and identified himself with the greatest French hero of the Crusades, 
and conqueror of North Africa: Saint Louis.       
 This identification is exemplified by the construction of the Chapelle Saint-Louis de 
Carthage. In 1840, Louis-Philippe made good a promise made by the former ruler of Tunis to 
Charles X, which stated that a monument to Saint Louis could be built on the site of his 
death.
15
 Louis-Philippe ordered the construction of a chapel, paid for by the Crown. The 
chapel was finished and inaugurated on 25 August 1841. An inscription was placed above the 
entrance: ‘Louis-Philippe premier, Roi des Français, a érigé ce monument en l’an 1841, sur la 
place où expira le roi Saint Louis, son aïeul’.16 The ancestral link between the two kings was 
also put forward by historian Jean Vatout in his history of Versailles. In true Romantic style, 
Vatout described Saint Louis as having ‘la ferveur d’un anachorète et le courage d’un héros’, 
and referred to Louis-Philippe’s son, the Prince de Joinville, as ‘un petit-fils de Saint Louis’.17  
3.3 Saint Louis in the Salles  
Louis-Philippe’s identification with Saint Louis found expression in the Salles. Three 
paintings were commissioned that portrayed him. Also displayed were paintings which had 
been commissioned by the Restoration regime, but which were deemed worthy of inclusion.
18
 
In this section two paintings by Georges Rouget will be discussed: the Débarquement de Saint 
Louis en Egypte (1840), commissioned by Louis-Philippe, and the Mort de Saint Louis 
(1817).                                 
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Rouget was a student of Jacques-Louis David, and trained in the Classical style.
19
 His Mort de 
Saint Louis (Fig. 5) is a prime example of dramatic history painting.
20
 The critic of the 
Journal des débats praised the painting for its harmony, and the gentle way in which it evokes 
the solemnity of the scene.
21
 In the painting we see the king lying on his deathbed. The 
kneeling man in the fleur-de-lys clothing is crown prince Philip; the man at the centre of the 
painting is Charles of Anjou, Louis’ brother, who had come too late.22 We can see the look of 
despair on Charles’ face, and Philip’s sorrow. Louis is portrayed as the saint he was about to 
become, his hands holding a cross and his face illuminated. Gavard described the scene by 
quoting from Chateaubriand’s Itinéraire de Paris à Jerusalem: 
 Le roi, jetant un grand soupir, prononça distinctement ces paroles: ‘Seigneur, 
 j’entrerai dans votre maison, et je vous adorerai dans votre saint temple’; et son âme 
 s’envola dans le saint temple qu’il était digne d’habiter.23 
The painting emphasized the martyrdom and piety of Saint Louis, which was important for 
the creation of his image as a Christian hero. It is very likely that Louis-Philippe’s decision to 
include this painting in the Salles is linked to the construction of the Chapelle Saint-Louis de 
Carthage in 1841, which commemorated exactly this event, and was built on the site where it 
took place.           
 The second painting was commissioned for the grande salle in 1838: the 
Débarquement de Saint Louis en Egypte (Fig. 6, 1840).
24
 This painting depicted the landing 
of Saint Louis near Damietta in Egypt in 1249. As it was not displayed at any Salon, we do 
not know what reactions it provoked. The style of this painting is fairly simple, and belongs to 
the genre of dramatic history painting, just like the Mort de Saint Louis. The drama depicted 
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here is the king’s fearless courage against the Muslims. Gavard described how a Saracen 
army waited for the Crusaders on the coast. Louis was the first to jump into the sea, wading to 
the beach. He was followed by his men. Eventually, a ‘wall of iron’ was drawn up on the 
shore, ready to fight. At this sight, the Saracens retreated, and the Oriflamme, the royal 
standard of France, was firmly planted in the sand.
25
     
 This painting had clear ideological links with the conquest of Algeria. The war in 
Algeria was motivated by the defence of the Christian religion, as a modern Crusade. 
Moreover, it was a national undertaking, which was meant to restore French pride. The 
viewers of this painting must have immediately recognized the parallels between the 
Débarquement and Louis-Philippe’s military endeavours.     
 During the July Monarchy, then, the image of Saint Louis continued to be used. This 
was surprising taking into account the fact that as the epitome of royalty, Saint Louis was a 
symbol of Legitimism. However, Louis-Philippe had two motives for identifying with Saint 
Louis. Firstly, through identifying with the legendary king, Louis-Philippe could present his 
reign as part of a long historical tradition of monarchy. Secondly, the king could justify the 
colonization of Algeria by presenting it as a parallel to Saint Louis’ Crusades in North Africa. 
This fitted within the wider idea of the Salles, the confirmation of the Christian identity of 
France, discussed in Chapter Two. With this confirmation, it became possible for Louis-
Philippe to use Christianity as an ideological justification for conquest. 
3.4 Philip II and the ‘Entente Cordiale’ 
Saint Louis is not the only medieval king of France that is portrayed in the Salles. Two other 
monarchs also figure prominently: Louis VII (1120-1180) and Philip II, known as ‘Philip 
Augustus’ (1165-1223). We have already seen Louis VII in Signol’s Predication.26 He is 
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portrayed as the typical French Crusader king, chivalrous and pious.
27
 Louis VII was less 
important a figure in the French historical imagination than Saint Louis. His presence may be 
explained by Louis-Philippe’s broader motive of legitimizing his rule through identification 
with the French monarchs of history. The depictions of Philip II however, are connected to 
one of Louis-Philippe’s political ambitions: rapprochement between Britain and France. 
 This connection is exemplified by Merry-Joseph Blondel’s Ptolemaïs remise à 
Philippe Auguste et à Richard Coeur de Lion (Fig. 7, 1840) It was generally well received at 
the Salon of 1841, although some art critics deemed it stylistically un-audacious and static.
28
 
It belonged to the troubadour style: what gave the painting its beauty was its attention to 
historical detail in the costumes, and the great importance of the background, especially the 
looming city.           
 In the painting we see Philip II and the English King Richard I after the surrender of 
the city of Ptolemaïs, or Acre, to their forces in 1191. It depicts both kings towering 
triumphantly over the Muslim population, who were allowed to leave the city.  
 Gavard described the conquest of Acre as a joint Anglo-French achievement: 
‘Philippe-Auguste et Richard prirent ensemble possession de la ville, et les deux bannières de 
France et d’Angleterre furent en même temps arborées sur les murailles’.29 Michaud’s 
Histoire des Croisades focused on the relationship between Philip and Richard. Michaud 
noted how Richard’s wealth, power and genius were all greater than Philip’s, which made the 
French king jealous of his vassal.
30
 Moreover, there was factional strife between Richard’s 
and Philip’s soldiers. In the end, however, ‘la gloire de la religion’ united the two factions 
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again and they mounted a final assault which forced the garrison to surrender.
31
 Both 
Michaud and Gavard also noted the pride of the Muslims, which was depicted by Blondel. 
Although Philip and Richard dominate the Muslims from their horses, the citizens of Acre 
still maintained their self-confidence and pride.
32
     
 Blondel might have gained inspiration from Laurent-Pierre Jussieu’s suggestions for 
the creation of a Galerie historique for educational purposes, published in 1816. Jussieu, an 
educational thinker, conceived of a gallery of history paintings that would educate the citizens 
of France about their history. The book in which Jussieu expounded his ideas was used as 
inspiration for the Musée.
33
 As part of his suggestions, Jussieu wrote that the Galerie should 
contain a painting with Philippe and Richard proclaiming their friendship:  
La scène est dans le palais de Philippe. – La contenance de Richard doit être celle 
d’un vassal, mais noble et fière; on y doit entrevoir cependant l’admiration et le 
respect que lui inspire Philippe. – Celui-ci affecte un peu de superiorité, et sa 
bienveillance est celle de la force.
34
 
Jussieu emphasized the mutual admiration and friendship between the two kings, whilst 
maintaining Philip’s superiority. In accordance with Jussieu, Blondel placed Richard slightly 
lower than Philip, indicating the latter’s superiority. Moreover, in the centre of the painting 
the keys of the city are presented to Philip, not Richard.     
 The story that emerges from the painting as well as from Jussieu, Michaud and Gavard 
is one in which despite their differences, Philip and Richard admired each other and fought 
together for the cause of God. Although Blondel subtly implied Philip’s superiority, the 
emphasis was on Anglo-French cooperation and friendship.  . 
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3.4.1 The first ‘Entente Cordiale’ 
During the July Monarchy, Anglo-French relations were just as important as in the twelfth 
century. Louis-Philippe’s foreign policy revolved around one central idea: the preservation of 
peace in Europe.
35
 To achieve this goal, the king’s primary objective was to maintain peaceful 
relations with Britain. The July Monarchy and Britain were both constitutional monarchies 
and felt close to each other in the face of absolutism. In 1831, Lord Palmerston, Britain’s 
foreign secretary, called the new Franco-British collaboration ‘an Entente Cordiale that will 
contribute to the peace of the world’.36 Louis-Philippe spoke of ‘this union of France and 
England’ that would ‘of itself guarantee the continuation of the general peace’.37 
 During the 1830’s however, this Entente was under strain. There was discord about the 
question of succession to the Spanish throne, and French and British commercial interests 
clashed frequently.
38
 The greatest diplomatic conflict occurred when Muhammad Ali, pasha 
of Egypt, rebelled against the Ottoman sultan in 1839. Ali was popular in France as an 
enlightened ruler, and could therefore count on French support.
39
 For Britain and the other 
powers, a dominant French puppet-state was unacceptable. A large-scale military conflict was 
only just avoided. In the end, despite calls for war by foreign minister Thiers, Louis-Philippe 
chose peace and ended the ‘Eastern crisis’.40      
 Even during the darkest moments of the crisis, Louis-Philippe still saw Anglo-French 
reconciliation as his principal objective. In 1840, France secured British permission for the 
return of Napoleon’s remains from St. Helena to Paris. This was part of an active revival of 
Napoleonic memory by the July Monarchy, aimed at calming Bonapartists sentiments by 
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officially sanctioning its history.
41
 However, according to Thiers, the reburial also took away 
an obstacle for genuine friendship between France and Britain, and was a fine way to leave 
the past behind and look to the future.
42
       
 In the 1840 Queen Victoria married Albert of Saxe-Coburg, nephew of Leopold, who 
was Louis-Philippe’s son in law, and two of Louis-Philippe’s sons also married into that 
family. In 1843 and 1848, Queen Victoria visited Louis-Philippe, and the king visited 
Windsor in 1844.
43
 These royal marriages and visits were indicative of a familiarity between 
the two regimes, and a willingness to cooperate.      
 Louis-Philippe’s attempts at improving the relationship between France and Britain 
had an artistic and historical equivalent in the Salles. Besides the painting by Blondel, the 
grande salle also contained a portrait of Richard I (Fig. 8). In another room the message of 
friendship was even clearer: in Gillot Saint-Evre’s Entrevue de Philippe Auguste et de Henri 
II à Gisors (Fig. 9, 1843), Philip II is depicted shaking hands with King Henry II of England. 
We do not know if Queen Victoria visited the museum, but if she did, the message she would 
have received from the Salles would unmistakeably have been one of reconciliation.  
 In this chapter, we have seen how the history of the Crusader kings of France was 
constructed in the Salles, and how this construction was related to the political ambitions of 
King Louis-Philippe. Rather than discarding the Crusader kings as symbols of the ancien 
régime, the ‘King of the French’ appropriated their legacy for personal use. His association 
with the Crusader kings gave his rule a historical foundation. Moreover, the history of Saint 
Louis gave ideological justification for the conquest of Algeria, and the history of Philip II 
provided a symbol of the rapprochement between France and Britain that Louis-Philippe so 
wanted to see. 
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4. The nobility and the chivalric ideal 
A large part of the Salles is devoted to depictions of the nobility. Although they were not 
coterminous, politically the nobility was closely related to Legitimism. The aristocracy 
formed an important part of the medievalist vision of society that the Legitimists inherited 
from the Ultras.
1
 Aristocrats were suspicious of Louis-Philippe’s revolutionary tendencies. 
Louis-Philippe’s father had been a Jacobin and had voted in favour of the death of Louis XVI; 
Louis-Philippe himself had fought in the Revolutionary army.
2
 This chapter will explore how 
and why Louis-Philippe decided to pay homage to the nobility in the Salles. What strategies 
were employed and what explains the choice for these strategies? 
4.1 The Crusader crests 
From the outset, the king wanted the grande salle to be decorated with the crests of noble 
families who had participated in the Crusades. The first series of crests were the families of 
the kings, princes and high nobles. Seventy-four crests of this kind were painted on the pillars 
of the grande salle. The second series comprised less renowned nobility. 242 crests, sixty of 
whose families still existed, were painted on the frieze and the ceiling.
3
 Once word of this 
project got out, many noble families requested that their crests should also be included, 
producing evidence that their family had also fought in the Crusades: proof of noble ancestry 
going back to the Crusades was a huge boost for a family’s social status.4 Louis-Philippe 
complied with most of the requests. The crests were painted in the four other rooms, and in 
1845 the Salles contained no fewer than 683 coats of arms.
5
    
 Most of the requests for inclusion in the Salles during the 1840s were based on 
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documents that were discovered in 1842 by a certain Courtois. These documents were mainly 
declarations of loans made in the Holy Land by Italian merchants to the Crusaders. To use 
these documents to prove their crusading ancestry, the nobles of the July Monarchy paid 
Courtois around 500 francs, a large sum in those days.
6
 In 1956, historian Robert-Henri 
Bautier exposed these documents as frauds. Amongst other strategies, the papers had been 
artificially made to look old and yellow by treating the paper with a candle.
7
 In the end, about 
200 of the coats of arms in the Salles were based on these falsifications.
8
 The amount of 
money that was made with this falsification business shows the lengths to which the noble 
families of the July Monarchy were willing to go to be able to trace their ancestry back to the 
Crusades.           
 Besides the crests, the aristocratic aspect of the Salles is best exemplified by the two 
large paintings in the grande salle. The paintings depict two events when the noble Order of 
St. John of Jerusalem, known today as the Knights of Malta, was besieged by the Ottoman 
Empire. In both cases, the scene depicted is the moment when the Order emerged victorious 
after a courageous defence. Almost an entire wall of the grande salle was devoted to the 
Order. Moreover, in the other rooms, there were three other paintings concerning the Order, 
as well as numerous portraits of Grand Masters.
9
 What reasons could Louis-Philippe have had 
for dedicating such a large part of the Salles to the Knights of Malta?  
4.2 Vertot’s Histoire des Chevaliers and the sieges of Rhodes and Malta  
The Order of the Knights of Saint John of Jerusalem had been established in 1099 as a 
pilgrim’s hospice in Jerusalem. They became a military order in the twelfth century, to protect 
Christian pilgrims and settlements in the Middle East. After the fall of Acre in 1291, the 
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Knights conquered Rhodes in 1310 and became a sovereign entity that only owed allegiance 
to the pope.
10
            
 In the 1830s, the main work of history on the Order was the Histoire des Chevaliers 
hospitaliers de S. Jean de Jerusalem (1726) by René-Aubert de Vertot. This book enjoyed 
great popularity in France and England.
11
 After a decline in demand in the late eighteenth 
century, the book was appreciated again in the early nineteenth century, as a result of the rise 
of Romanticism and particularly the renewed interest in chivalry. Charles Gavard for example 
used Vertot as a source to write the descriptions in his guidebook to the museum.
12
 Because 
of its influence, the Histoire is an invaluable source for the contemporary interpretation of the 
events depicted in the paintings.   
4.2.1 The siege of Rhodes 
In August 1480, Rhodes was unsuccessfully besieged by the Ottoman Empire, which failed to 
defeat a heavily outnumbered force of the Knights. This is the scene that is depicted by 
Édouard Odier in his Levée du siège de Rhodes (Fig. 10, 1841). The Knights were led by 
Grand Master Pierre d’Aubusson, a French noble, who is in the centre of the painting, 
carrying a large sword. The man on his knees in front of him is pointing to the fleeing 
Ottomans, thereby proclaiming victory. On the left is a religious procession, and on the right 
we see various other knights gesturing to their leader that the battle is won.   
 With this painting Odier, trained in the neoclassical style, demonstrated that he could 
paint in a style that was suited for the Musée.
13
 Unlike earlier Classical works of the grande 
manière, this painting was historical illustration rather than ‘high art’, inviting spectators to 
imagine themselves present at the scene of the siege. Art critic Étienne-Jean Delécluze praised 
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its grandeur combined with an admirable simplicity, but accused Odier of ‘faire trop large’, or 
doing too much.
14
 In Le Siècle, the art critic condemned the work harshly: ‘il n’ y a rien sur sa 
toile que du brouillard ou de la poussière et quelques ébauches d’hommes diaphanes et 
grêles’.15           
 Whereas Odier’s work at least received comments from art critics, a similar painting 
by Charles-Philippe Larivière, the Levée du siege de Malte, did not receive any. The two 
paintings, with their illustrative or descriptive style, did not break any artistic barriers and 
were therefore not deemed worthy of specific mention or admiration.   
 In his Histoire, Vertot provided a vivid account of the Siege of Rhodes. His tale was of 
epic proportions, describing the siege primarily as the heroic stand of the Christian Knights 
against Islam. The focus in his account is on the acts of courage and heroism that were 
displayed by the Knights, and especially by d’Aubusson. In one moment of crisis, the Turks 
surrounded him: 
Ils (...) chargent rudement les Chrétiens, les écartent, pénètrent jusqu’à d’Aubusson, 
et, malgré les chevaliers qui l’environnoient, lui portent plusieurs coups, et lui font, 
tout-à-la-fois, cinq grandes blessures. L’ardeur dont il étoit animé, l’empêcha d’abord 
de les sentir: il combattit encore, quelque temps, avec sa valeur ordinaire.’16  
The heavily wounded d’Aubusson exhorted his men to show their valour one last time: 
“’Mourons ici, Mes chers Frères,’ leur dit-il, ‘plutôt que de reculer. Pouvons-nous jamais 
mourir plus glorieusement que pour la défense de la foi et de notre religion?’”17 With this 
passage, Vertot evoked not only the unyielding courage of the Knights, but also their 
willingness to die for the Christian faith. What was at stake was not only the existence of the 
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Order, but the surivival of Christianity itself.      
 In Vertot’s narrative, the scene depicted by Odier took place just after d’Aubusson 
delivered his speech. Stirred and inspired by the Grand Master’s words, the Knights mounted 
a final assault on the Turks, with such vigour that they forced them to flee in fear. In the 
painting, we clearly recognise d’Aubusson, his wounds being dressed by one of the Knights. 
To express the Order’s great piety, Odier depicted a religious procession, to give thanks to 
God.  
4.2.2 The siege of Malta 
The Levée du siège de Malte (Fig. 11, 1842) by Charles-Philippe Larivière, a student of the 
Classical history painter Antoine-Jean Gros, was painted in a similar style, and depicted 
almost the same scene, namely the moment when the Ottomans sound the retreat and the siege 
is broken.
18
           
 The Levée du siège de Malte depicts the siege of Malta of 1565, the ‘Great Siege of 
Malta’. After the conquest of Rhodes by the Ottomans, Holy Roman Emperor Charles V had 
given Malta to the Order in 1530. The Ottomans started to besiege Malta in May 1565.
19
 
Vertot devoted approximately 150 pages to the siege. Similar to his description of the Siege of 
Rhodes, the dominating themes are the chivalry and piety of the Knights set against the 
cruelty and unbelief of the Turks. He described their leader Mustafa Pasha as ‘naturellement 
cruel et sanguinare’, ordering the surviving Christians on the battlefield to be disembowelled, 
their hearts ripped out, their bodies attached to a cross and thrown into the sea, in front of the 
eyes of the Knights.
20
 In contrast, the Grand Master, Jean de la Valette, is presented as the 
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epitome of chivalry. After the fall of the fort of St Elmo, a strategic bulwark, de la Valette 
instilled courage into his men: 
 Ce prince fit d’abord l’éloge des chevaliers qui étoient morts dans cette occasion; et il
 dit qu’ayant sacrificié leur vie pour la défense de la foi, ils avoient assez vecu pour
 leur gloire et leur salut. Il exhorta ensuite toute l’assemblée à imiter leur zèle et leur
 courage (...).
21
  
The similarities between the siege of Rhodes and the siege of Malta are obvious: both are 
described by Vertot as a struggle between Christianity, equated with chivalry, and Islam, 
equated with barbarity. This parity is reflected in the paintings. In the painting by Larivière, 
almost all the elements of the Odier painting are present: the focus on the Grand Master, the 
praying clergy, the gesturing Knights and the Ottoman fleet in the background.  The only 
notable difference is in the depiction of the Grand Masters: d’Aubusson is portrayed as a 
heroic fighter, whereas Valette is raising his eyes towards heaven, giving thanks to God. 
4.3 The revival of chivalry 
From the paintings and Vertot’s description of the events portrayed, a few conclusions can be 
drawn. Firstly, the overall framework of the narrative is the eternal struggle between Islam 
and Christianity. Vertot’s use of words such as ‘barbarians’ and ‘infidels’ and his description 
of the Knights as ‘Christians’ are evidence of this. Moreover, in their speeches, the Grand 
Masters both refer to their most prominent task: the defence of the Christian faith. In the 
paintings, the piety of the Knights is displayed by the religious procession, and the clergy 
giving thanks to God, with Valette also raising his eyes towards heaven in gratitude. As 
discussed in chapter two, the framework of the clash between the two major religions applies 
to the whole of the Salles. What is especially striking here is that while the earlier Crusades 
were Christian offensives, during the sieges the Knights of Malta were solely responsible for 
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 ‘The prince first of all praised the knights who had died in this action; and he said that having sacrificed their 
lives in defence of the faith, they had lived long enough to earn glory and salvation. He exhorted the whole 
gathering to imitate their zeal and courage.’ Vertot, Histoire des Chevaliers, v, p. 2. 
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the defence of Christianity.
 
        
 The second theme is that of courageous self-sacrifice. Again, the words of the Grand 
Masters in Vertot’s narrative are revealing: the leaders spur their men on to fight 
courageously and if needs be, die a martyr’s death in defence of the faith. In the painting by 
Odier, the courage and military skill of the Order is embodied by d’Aubusson, who despite 
his wounds still stands tall.         
 This emphasis on Christian piety and courage can be explained by looking at the idea 
of chivalry. The chivalric ideal went through a revival in the early nineteenth century as part 
of Romantic medievalism. The early nineteenth century understanding of chivalry was best 
expressed by Walter Scott. Romantics such as Scott praised medieval chivalry because it was 
a code of conduct that embodied those qualities that were most admirable about the Middle 
Ages: Christian piety, moral virtue, courage, gallantry, loyalty and love of freedom.
22
 
Chivalry was also naturally connected to nobility, as Scott elegantly expressed in Ivanhoe 
(1820). The protagonist, a crusader who has returned to England, describes the concept of 
chivalry: 
Chivalry! Why, (...) she is the nurse of pure and high affection, the stay of the 
oppressed, the redresser of grievances, the curb of the power of the tyrant. Nobility 
were but an empty name without her, and liberty finds the best protection in her lance 
and her sword.
23
 
For most Romantics across Europe, the ultimate chivalric endeavour had been the Crusades, 
because they had provided the perfect stage for the expression of Christian piety and military 
prowess.
24
            
 In France, although its popularity transcended political lines, the idea of chivalry was 
appropriated by the political right because of its aristocratic connotations. The most important 
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admirer of the Crusades as a Romantic, chivalric undertaking was Chateaubriand, who spoke 
for the Ultra cause. In Génie du christianisme, Chateaubriand argued that during the Middle 
Ages, Christianity had brought order and stability to society, through the institutions of the 
Church, the nobility and the army.
25
 The embodiment of all the virtues of the three institutions 
combined was the chivalrous knight, to which Chateaubriand had an almost sentimental 
attachment: ‘Le seul mot de chevalerie, le seul nom d’un illustre chevalier, est proprement 
une merveille, que les détails les plus intéressants ne peuvent pas surpasser.’26 
Chateaubriand’s Itinéraire de Paris à Jerusalem (1811), a travelogue of his voyage through 
the Middle East in 1806-1807, was a bestseller. Within three years, it had gone through 
twelve editions.
27
 One of Chateaubriand’s ancestors had gone on Crusade with Louis IX, and 
with this journey Chateaubriand wanted to follow in his footsteps. His account is full of 
nostalgic references to the Crusades. The highpoint of the journey was undoubtedly when he 
was made a Knight of the Holy Sepulchre at Christ’s tomb in Jerusalem, with the sword of the 
legendary crusader Godfrey of Bouillon.
28
 This highly Romantic ceremonial act is an example 
of how nobles such as Chateaubriand wanted to personally associate themselves with the 
heroes of the Crusades.         
 During the July Monarchy, this image of the Crusades as the heroic age of chivalry 
was still very much alive. The chivalric aspects of the Crusades spoke to the imagination, 
which is confirmed by the success of the 1837 edition of Vertot’s Histoire des Chevaliers and 
Michaud’s Histoire des Croisades. In 1845, Paul-André Roger published his Histoire de la 
noblesse de France aux Croisades, a work that solely focused on the chivalric exploits of the 
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nobility during the Crusades.
29
 Although we do not know how many copies of this book were 
sold, its publication is an indication of the popularity of chivalry and the Crusades during the 
July Monarchy.          
 What were the motivations behind this tribute to the nobility? Politically, the 
aristocracy was no longer a force to be reckoned with. Their interests were championed by the 
Legitimists, who did not have the political power to challenge Orléanism. However, the 
Romantic enthusiasm for the medieval past, and chivalry in particular, gave the nobility a 
certain enchantment. Interestingly, in the Salles, this emphasis on chivalry was used to praise 
the nobility for its deeds in the defence of Christianity, not for the defence of France. The 
Knights of Malta were an international order, and although d’Aubusson was a Frenchman, 
there is almost no allusion in the paintings that the Order was somehow ‘French’. The 
importance of the paintings lies in their emphasis on Christian piety. This is another example 
of a recurrent theme: in the Salles, ‘Frenchness’ is equated with Christianity. The 
observations made in chapter two and three therefore also apply to the aristocracy: the July 
Monarchy’s association with a Legitimist view of history was motivated by the wish to 
dissociate the regime from its revolutionary origins, by associating it with France’s Christian 
identity.
30
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Conclusion 
In the Salles, the construction of French history and identity was a product of careful 
consideration driven by specific political motives, as well as of larger cultural forces. 
 In the first chapter we saw how during the Restoration and the July Monarchy, a new 
interest in history pervaded every aspect of society, strengthened by the rise of Romanticism. 
Politics, history and art were highly interrelated. History writing was used as legitimation for 
political standpoints, and historical novels and history painting contained political messages. 
The interrelations between history, politics and arts were most evident in the Musée. By 
devoting a set of rooms to the Crusades, the regime conformed to the Legitimist vision of 
medieval history as a period of praiseworthy Christian piety. The instrument for depicting the 
Crusades was history painting. History painting in the Salles was a mixture of new trends, 
brought on by Romanticism, and the traditional schooling of the painters in Classicism. 
 The second chapter demonstrated that one of the most prominent messages of the 
Salles was the confirmation of the Christian identity of France. The Crusades were already 
deemed important in the history of France, as is shown by the reactions to the Greek war, but 
in the Salles, the king gave this important role official acknowledgement. Paintings such as 
those by Schnetz and Signol depicted how during the Crusades, Christianity had unified the 
French nation against a common foe. This message of unity fitted well within Louis-
Philippe’s ambition of national reconciliation. Moreover, through associating his rule with 
Christianity, Louis-Philippe gave the July Monarchy a base in history and tradition, which 
was meant to divert attention away from its revolutionary origins.    
 Chapter three explained how Louis-Philippe identified himself with the Crusader kings 
of France, and how this identification was motivated by political ambitions. Through 
identifying himself with Saint Louis, Louis-Philippe ideologically justified the conquest of 
Algeria by presenting it as a modern Crusade in defence of Christianity. Furthermore, the 
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depiction of the cooperation between Philip II and the kings of England was a historical 
parallel to Louis-Philippe’s ambitions of reconciliation between France and Great Britain. 
This personal identification was also another way of giving the July Monarchy a historical 
foundation, by presenting Louis-Philippe as the successor of the Crusader kings.  
 The final chapter argued that another important function of the Salles was as a tribute 
to the nobility. This was expressed through the inclusion of the coats of arms of noble 
families, and the paintings devoted to the noble Order of St John. An important context for 
this was the popularity of chivalry, embodied in the Romantic ideal of a pious and courageous 
knight. The chivalric ideal is reflected in the paintings by Odier and Larivière, which depicted 
the courage and religious zeal of the knights of the Order in the defence of Christianity. 
 The central, overarching subject of the Salles is Christianity. In the Salles, the July 
Monarchy presented France as a fundamentally Christian nation, by displaying its roots in the 
Crusades. Louis-Philippe promoted the Christian identity of France for three purposes: 
reconciliation, ideological justification and legitimation. Firstly, the history of the Crusades 
was constructed in a way that conformed to a conservative-Romantic vision of society in 
which religion was the guiding principle. By affirming the validity of this vision in the Salles, 
Louis-Philippe sought reconciliation with those who wanted a return to the ancien régime. 
Moreover, Christianity was depicted as a nationally unifying force, which corresponded with 
the king’s wish to reconcile political divisions. Secondly, an appeal to France’s obligations as 
a Christian nation, through making a historical parallel with the deeds of Saint Louis, 
ideologically justified the conquest of Algeria. Lastly, a focus on Christianity gave the July 
Monarchy a firm foundation in history, thereby making it less radical and less revolutionary. 
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Appendix 
Images 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 1, Eugène Delacroix, La Liberté guidant le peuple, 260 x 325 
cm (1831, Musée du Louvre, Paris) 
Fig. 2, Eugène Delacroix, Scènes des massacres 
de Scio, 419 x 354 cm (1824, Musée du Louvre, 
Paris) 
48 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 3, Jean-Victor Schnetz, Procession des croisés autour de Jérusalem, 14 juillet 1099, 
406 x 492 cm (1841, Musée national du Château de Versailles) 
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Fig. 4, Emile Signol, Prédication de la deuxième croisade à Vézelay, 31 mars 
1146, 314 x 234 cm (1839, Musée national du Château de Versailles) 
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Fig. 5, Georges Rouget, Mort de Saint Louis devant Tunis, 25 août 1270, 
318 x 273 cm (1817, Musée national du Château de Versailles) 
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Fig. 6, Georges Rouget, Débarquement de Saint-Louis en Egypte, 4 juin 
1249, 173 x 112 cm (1839, Musée national du Château de Versailles) 
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Fig. 7, Merry-Joseph Blondel, Ptolemaïs remise à Philippe Auguste et à Richard Coeur de 
Lion, 406 x 494 cm (1840, Musée national du Château de Versailles) 
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Fig. 8, Merry-Joseph Blondel, Richard 
I, 170 x 114 cm (1841, Musée national 
du Château de Versailles) 
Fig. 9, Gillot Saint-Evre, Entrevue de Philippe-Auguste avec Henri II à 
Gisors, 113 x 164.2 cm (1843, Musée national du Château de Versailles) 
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Fig. 11, Charles-Philippe Larivière, Levée du siege de Malte, 406 x 655 cm (1841, Musée 
national du Château de Versailles)  
             
Fig. 10, Édouard Odier, Levée du siege de Rhodes, 406 x 655 cm (1841, Musée national du 
Château de Versailles) 
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